simultaneously outlining an ideal future through an urgent call for a revolutionary action. 1 In particular, I am interested in exploring the ways in which both texts seek to define the collective subject in their respective national contexts. In "Manifiesto de Montecristi," Martí employs the concept of "people" as a way to determine the essence of Cuban nationalism. Such notion allows him to eschew tensions and contradictions that may potentially be provoked by social, linguistic, and racial differences. Even prior to the crafting of his manifesto, his focus on the Cuban "people" appeared in 1893 when he declared, "Cuban is more than white, more than mulatto, more than black" ("Cubano es más que blanco, más que mulato, más que negro") (2: 299). For Rizal, on the other hand, it is the idea of "race"-a sociological and historical concept used to classify human beings based on differences in physical features-that determines the basic tenet of the ideal republic in the Philippines. One of the ideas articulated by "Filipinas dentro de cien años" is the comparison between the Filipino "race" and the Spanish "race." By delineating the border between the national and the foreign, Rizal defends the interests of his own "race" and characterizes its singularity in opposition to the imperial exploitation and domination. These two manifestos are equally marked by a tendency to imagine political unity among the ethnically fragmented and diverse populations and to create a coherent model of nationalism in the late nineteenth century.
More importantly, I contend that what enables Martí and Rizal to articulate the nationalized "people" and "race" lies in the theatrical aspect of the manifesto form. With this idea, I aim to highlight an important connection between manifesto and theater. For me, producing a manifesto can be understood as similar to performing a theatrical drama: a writer constructs an imaginary, utopian vision through politically charged words, in much the same way that an actor or an actress creates a fictive world through speech and gesture on a stage. This theatrical characteristic of the manifesto gives Martí and Rizal a particular rhetorical tool through which they propose an alternative discourse to confront the Spanish empire and to construct a desirable collective subject in Cuba and the Philippines. The intercolonial alliance between their anticolonial writings is symbolized by how both writers employ the manifesto's commitment to efficacious theatricality as a way to envision their national projects. As political texts intended to create a new history of the country, Martí's and Rizal's manifestos constantly
